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THE ART AMATEUR. 43 
es. It is not the shape or hue of a leaf, nor even its 

position oni the stem with regard to another leaf, that 
touches him, but the way in which the branches leanl 
apart, and the manner in which they carrv their loacls 
of foliage, the different inclinations of the grouncl, an(d 
the weights of color disposed on them, and the exact 
relation of the bright sky to the dlarik earth. This for 
the reason that the perception of such relations is the 
highest action of which the faculties concerned are cap 
able, and affords the highest pleasure. Also, because 
these relations can be accurately pairtted, while natural 
detail cannot. And, again, 'because of the feelings com 
monly associated wvith landscape, and to which the art 
ist as vell as the poet is supposed to appeal the deepest, 
and those wlhich may be heldl to be universal, upon 
whose presence in the spectator he may reckon, are 
those connected with the appearances of space and un 
confined light, those that depend on the relations of 
which wve have been speaking. 

If one can only bring himself to see things in this way, 
broadly, he will not only gain a better -appreciation of 
natural beauty than he had before, but his progress in 
the technical part of his art wvill be secure and compara 
tively easy. As soon as he can render a scene by an 

outline filled in vith a few simple values placed side by 
side, he may be said to have a clear road before him. 

Everything else that he needs to know may be learned 
wifthout oral teaching, and this may be so learned if he 
will give his niind to it. Let him, after comparing one 
of his own tormented productions with a sketch such as 
we have -described, by a good painter, make two studies 
of the same' subject, one in each manner, and see which 
ywill prove the stronger and the most valuable.. Let him 
repeat the experiment., four qr five times and he will no 
longer have any doubt on the matter, nor as to the pos 

sibility of learning to paint in oils vithout a master. 
'The blockinug out of a landscape on the canvas is 

often done wvith charcoal or lead-pencil, sometimes wvith 
a sable-brush and bitumen, or burnt Sienna. For the 
'amateur, a piece of vhite chalk is preferable, as it will 

not tend to gray'his color. A great deal of care should 
ble tak6en to get objects properly placed, and the direction 
and-length of at least the leading lines correctly given, 
before proceeding to paint. For this purpose, to correcL 
the eye, a stiff wire frame the size of the picture, bear 
ing two or more slender rubber bands, with a few small 
beads strung on them, will be found a most useful in 
strument for the first season or two.' The bands can be 
shifted so as to give the direction of any line, and the 
beads to denote the place on it of any point of interest. 
Superposed on your sketch, it -wvill at once, and infalli 
bly,, point out its faults, which can then ,be corrected. 
After a few years' practice it will become unnecessary. 

The main lines drawn, they should be carefully re 
fined upon without detracting fro'm their sinmplicity. 

Whatever is characteristic or important in the composi 
tion-should be drawn with especial care. 

In choosing a subject, look, at first, for some object, 
foreground rock, or distant hill, -which offers an inter 
esting silhouette against the sky. Choose after sun 
down, if possible, as the time when to paint it, and be 
satisfied with getting the effect of silhouette, the dark 
tone against the light of the sky, quite right. After 
some practice in this way, you may take a subject in 
which foreground, middle ground 'and distance are svell. 
distinguished. You wvill then have the relations of four 
great masses, the sky being the fourth, to distinguish 
and r eproduce, keeping, as much as possible, to similar 
subjects. Next, remark, .and try to represent, the prin~ 
cipal modifications of tone in each grand division of the 
picture; and so, by degrees, you ̂ vill arrive at the ability 
to paint a landscape in all its varieties of color, while 
keeping the masses distinct, andl each object in its place. 
You rvill have the pleasure of knowving, all this time, 
that the landscapes svhich lend themselves t-o this 
gradual progress are the most beautiful and the most 
xvorthy of study. 

The main difficulty, from the outset, svill be in keep 
ing the sky light and pure enough. lt is wrell to begin it 
~vithl a scumble, and to finish in impasto after the other 
tones are pretty well advanced. 

(T/o i,c contZinuedg.) 

WvILLIAM HUNT, in his " Talks on Art," says: " Don't 
hang a head on a nose," that is, get general positionl 
and proportions before details. As a clever pupil exc 
claimed one day, "WXhy, you wvant me to draw it all at 
once !" " Excactly," said his teacher, "' now you have my 
idea." 
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COM71POSITE P10 OYTOGMAPZZS. 

ALN interesting craze in photography is the effort to produce 
what is called the "Composite" photograph. This means a 

succession of photographic impressions imposed one upon the 

other in the same plate, so as to produce in a single picture the 

combined likenesses of various persons. For instance, three or 

more people are to be " averaged,"- so to speak, upon the sensi 

tive plate. Fir-st, one is posed before thecamera, in direct front 

or profile view, for stuch a fraction of the time as vould ordinarily 
be given to one sitter as may represent the number of persons 
to be photographed. If three persons are to be represented, and 

the full time of exposure w.ould be six seconds, the exposure for 

the first one of the three vould be exactly two' seconds. He now 

steps aside, and the second one is adjusted to the head-rest, and, 
when accurately placed, he in turn gets a sitting of tvo seconds, 
and so wvith the third or fourth. Each one who sits before the 
camera represents his proportion of the full time required. So, in 

the case of twenty, the instrument must be so stopped down and the 

liglht so arranged that, if used upon a single sitter only, the expos 
ure would be twenty seconds. Of course the exposure to each 

one of the twenty would be one second. Recently I made one 

of these composite pictures of nine young ladies, members of a 

literary club. The result would certainly indicate a high average 
of intellectual ability, if there is anything in the teachings of 
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COMIPOSTTE PHIOTOGRAPH OF -A LITERARY CLUB OF 

NIN'E Y OUNTG LADIES. BY GEO. G. ROCKWVOOD. 
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I think it would be best in future experiments to have a dark or 

black silk kerchief with which to cover the white neck draping, 
which wvould give a simple, uniform effect to the upper part of the 

body. 
In the pursuit of these experiments, some curious developments 

occurred. At first I made the natural mistake, I think, of inot 

taking into consideration vhat one must call the momentum of 

the sensitive particles-from the first blow or stroke of the iight. 
There is on the unexposed plate wvhat the scientists call atomic 

inertia. On the first exposure this is in a degree overcome, and 

the particles of the sensitive compound receive motion from the 

impact of the light, vhich is continued to a degree after the cessa 

tion of the exposure. The apparent effect, of course, is to in 

crease the sensitiveness of the plate, so that the exposure should 

not be equal on the successive subjects, but each exposure should 

be less than the initial one. 
This overcoming of the atomic inertia is to me an explanation 

of the curious fact that instantaneous photographs were made in 

the old days of the wet plate process, when the plates were not 

one fifti?th as sensitive to the action of a dim or subdued light 
as the p:-esent gelatine bromide plates, when they were exposed 
to bi-illiant lighlt. For instance, successful photographs of waves 

iri motion were made more than twenty years ago, under the 

illumination of the broad noon-day sun, which would not be 

over-exposed on the present super-sensitive plates. Yet in a sub 

clued light the vet plates were in many instances unavailable where 

the bromide plates vould now record a quick and successful 

picture, or, in other words, the later bromide plates are more suc 
cessful to feeble rays of light than the wet; but in brilliant lights 
there is comparatively less difference in the sensibility. Hence I 

tlhink the stroke, blowv, or impact of the bright ray overcomes this 

atomic inertia, imparting a momentum to the sensitive particles 
wvhich continues after the light is closed. 

Nowv, if this be so, is there not a liability to error in experiments 
in this line ? While I believe that in the picture of the young 
ladies' club, a fair and characteristic " average " is presented, I 
can readily see how one of the young ladies with round, smooth 

face, blonde complexion and flaxen hair, could, if not guarded 
against, have neuitralized the impression of all of the rest, if they 
were of a darker style. As I have intimated, after the sensitive 

film has been decomposed by the action of light-by the reflection 
from white or light objects-it cannot be undone or modified by 
any exposure upon dark objects. So, if one should take a series of 

impressions from aged persons wvith faces full of lines and shadows, 
a fair young face would fill in all these shadows, and it matters 

not in wvhat order it comes. If the smooth, white face makes its 

inmage in light, thefaces full of shadow will not change that result. 
To demonstrate this, I first made a composite picture of a number 
of middle-aged persons, and, finally, took an equal (i. e., propor 
tionate) exposure from a child's face. The average of the faces is 

niot fifty years but apparently much younger. Now, while this does 
not prove that an average cannot be made, it does show that the 

greatest care must be taken to prevent one face from producing 
a paramount effect upon all the others. A sinmple illustration of 
this is that, although one only of the younig ladies in my group 
had light trimming on her dress, it made itself quite apparent in 

the picture, although all of the rest ~vore plain, dark dresses. 

" CALLOTYPE."-The article in the last number of The Art 

'Amateur on " Callotype" printing has called fortl thte inquiry, 
"Is there any patent upon the process or any portion of it ?" 

I think not; at any rate if there has been a patent it has expired, 
or, for some reason the claims of the patentees have been inopera 
tive. There have been trade-marks registered upon the names 

of the various modifications of the process, such as Heliotype, 
Albertype, and many others; but the formulas for making the 

plates are well known, and are practised by numerous firms, who 

neither claim patents nor trade-marks. While, as has already been 

said, the processes are simple, it is not wvise for amateurs to 

attempt the work unless they have both mechanical skill and 
chemical knowledge. One must understand the making of the 

sensitive plates and also lithographic printing; for the plates 
liave virtually the peculiarities of lithographic stones, and are 

printed from in the same manner and upon presses similar in 
lesign and practically the same as those used in lithography. 

\Vhen the process was first, introduced there wvas little difficulty in 

getting expert printers among the lithographers. 

"4REM1BRANDT " LIGHTS.-A more positive misnomer does 
not excist in portraiture than the application of the name " Rem 

braildt "to the pictures which are illuminated on the short side of 
the face. But probably my dictum will not be accepted on this 

point; so I w ill accept the name, and answer briefly a correspond 
ent, w ho, signing himself " Rembrandt," asks, "WhVlen should the 

Rembrandt lighting be used ?" As a general rule, ~vhich will have 
many exiceptions, broad, round-faced subjects should be placed in 
the ordinary broad (and really Rembrandt) light ; X hile the hollow 

cheeked and w rinkled face should generally be placed in the other, 
or, so-called, Rembrandt light ! Rembrandt's pictures are nearly 

alwsays lighted xvith a broad light on the full side of the, face, with 
the narrow side in shadow almost to opaqueness. If Rtembrandt 
had become a photographer his first act xvould have been to put 

all reflecting screens out of doors. One of the best examples of real 
Rembrandt ligrhting is thle splendid portrait of MIr. Beecher, whlich 
wYas recently exhibited in Tiffany's window, painted by A. J. Con 

ant. The ex;ceptions to the general proposition above are, as I 
have said, quite frequent. If the light is sufficiently high to 

develop modelling in the lights, a heavy, over-hanging broxv will 
give a cavernous effect to the eyes, and the ordinary portrait light 
must be used, wvhere, if the eyes were not so sunken the other light 

wvould be effective. I may add that ^vhen one eyebrowv droops 

perceptibly, or the eyelid may have the same tendency, it is well 
to tur n that side of the head into shadoxv, so that the inequality 

h)e inl a degree hidden. W\hen the eyes are very black and seem to 

protrude from the head, the so-called Rembrandt effect often over 

comes the large reflections wvhich in such cases are so noticeable. 
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